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Abstract 
 
This paper examines the HBO’s television­series True Detective, a 2014 crime drama, 
attempting to point out the central elements of detective­fiction, to be found in its narrative. 
True Detective narrative is a heavy text with a number of references from various 
well­known, non­adjacent texts within the field of weird fiction, horror fiction and detective 
fiction. Therefore, the case study of this research will focus on narratological and literary 
analysis, in order to discover the predominant themes of the series. 
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Problem Formulation 
How do the literary concepts of ​the double, the labyrinth ​and the locked room​adhere to the                                 
narrative of HBO's crime series True Detective? 
Introduction 
True Detective is a critically acclaimed, anthology style, crime drama for television created by                           
Nic Pizzolatto, aired on January 12th, 2014 on the cable network HBO. The series stars                             
Matthew McConaughey and Woody Harrelson as protagonists, ​Rustin “Rust” Cohle ​and                     
Martin “Marty” Hart​. The series is set in Louisiana with the leading story taking place in 2012                                 
and in two flashback­storylines in 1995 and 2002. The most prominent flashback is to 1995                             
where Rust and Marty got involved in the Dora Lange case in which a woman is found                                 
murdered, bound and kneeling with a crown of antlers tied to her head. This case serves as                                 
the foundation for the whole story, revolving around occult murders, corrupt                     
church­ministries and the abduction of children. The Dora Lange case is considered closed in                           
1995, but certain events in 2002 cause Rust to resume his own private investigations. The                             
present story of 2012 features Rust and Marty being interviewed by two detectives,​Papania                           
and ​Gilbough​, recalling the events of both 1995 and 2012, lead on by them suspecting Rust to                                 
be involved in the crimes. After the past is revealed through flashbacks intertwined with the                             
interviews, Rust engages Marty in his private investigation and they head off to finish the                             
case, locating and defeating the actual perpetrator.  
This report seeks to uncover the constituents of the contemporary detective story as set in                             
True Detective and how central concepts of detective fiction are utilized throughout the                         
narrative. The analytic work of this paper presumes a textual approach to themes, characters                           
and the narrative of the series, based predominantly on “The Handbook of                       
Narratology”(​Hühn​, Peter, et. al, 2009) and “The Double, the Labyrinth and the Locked Room:                           
Metaphors of Paradox in Crime Fiction and Film”(Shiloh, Ilana. 2011). This report makes an                           
attempt to unveil some of the hidden and obscure themes in True Detective in relation to the                                 
aforementioned literary concepts, by largely focusing on the main character(s) of True                       
Detective and the themes that permeate the narrative. 
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 The Handbook of Narratology is used to focus on the ways in which the narrative of True                                 
Detective is constructed. Through explications of intrinsic elements in narrative development,                     
this account on True Detective will provide conceptualisations on the techniques behind the                         
creation and expression of the occult and obscure ambience. Also, only certain elements of                           
narratology are incorporated in this part of the analysis, due to their relevance towards the                             
topic and themes that True Detective showcases.  
Some central concepts of detective fiction, like the double, the labyrinth and the locked room                             
will have their functions described in an explanatory chapter, derived from Ilana Shiloh’s book                           
on the subject. This is primarily to create some genre­related borders to work within and to                               
determine whether these widely used notions will comply with a piece of contemporary                         
television such as True Detective. Our analysis will cover these concepts and attempt to                           
unveil their eventual impact on the narrative.  
 
Methodology 
This section of the report will account for the method used in order to collect material and                                 
information for the research. In order to accurately pinpoint central “problems” and points of                           
discussion, together with the need to acquire essential knowledge and know­how capabilities                       
of conducting a research, the primary mode of accounting on incidents and information                         
gathering is done through exploratory qualitative research. Although, there are no interviews                       
or focus groups included in this account of True Detective, this qualitative research consists of                             
observations made in the series.   
Method 
Qualitative Analysis 
By making distinctions between different i observed instances observed, like dialog, images,                       
settings, and atmosphere, we were able to thoroughly scrutinize the passages relevant to our                           
problem formulation. In “​Qualitative Data Analysis: A User Friendly Guide for Social                       
Scientists”(2003) ​Ian Dey states that ​“description lays the basis for analysis, but analysis also                           
lays the basis for further description”(Dey, I. p. 31). Through this technique we are able to                               
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 closely examine, disparate components, still firmly related to each other and thus contrive                         
essential information about how specific feelings and thoughts were communicated.                   
Description is especially important since it “encompasses the context of action, the intentions                         
of the actor, and the process in which action is embedded”(Ibid. 32). This procedure proved                             
intrinsic, as will be demonstrated below, for us to reach the desired results in the analysis. 
Dey also mentions that “context can be seen as a key to meaning, since meaning can be                                 
conveyed ‘correctly’ only if context is also understood”(Ibid. 33). This account is greatly                         
related to the case of True Detective, since its narrative is tightly woven in with dark and                                 
metaphysical themes. This is yet another reason we shall incorporate qualitative analysis and                         
attempt to determine selected aspects of Narratology and juxtapose this with the study of                           
paradoxical literary concepts in detective fiction, like the Double, the Labyrinth and the                         
Locked Room.  
 
True Detective and Weird Fiction 
By following the history of the demonstration of such obscure atmospheres and clandestine                         
plots as in True Detective, one can trace the theme back until the 19th century. True                               
Detective in itself is influenced by and partly derived from various​weird fiction​and​detective                             
fiction ​short stories and novels like "The King in Yellow" by Robert W. Chambers(1895) and                             
"The Purloined Letter" by Edgar Allan Poe(1844). Furthermore, one of the most prominent                         
weird fiction writers, H. P. Lovecraft has defined weird fiction as:  
"The true weird tale has something more than secretmurder, bloody bones, or a sheeted form                               
clanking chains according to rule. A certain atmosphere of breathless andunexplainable dread                         
of outer, unknown forces must be present; and there must be a hint, expressed with a                               
seriousness and portentousness becoming its subject, of that most terrible conception of the                         
human brain­­a malign and particular suspension or defeat of those fixed laws ofNaturewhich                             
are our only safeguard against the assaults of chaos and the daemons of unplumbed                           
space."(Lovecraft, ​Supernatural Horror in Literature,​ 1927) 
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 H.P. Lovecraft's definition of weird fiction can arguably be said to contrive a substantial part                             
of True Detective, which invokes a wide array of dark feelings, created within the murky,                             
strange and impenetrable atmosphere of the Louisiana swamplands. 
 
 
Theoretical Framework 
Narratology 
In their book "The Handbook of Narratology", Peter Hühn, John Pier, Wolf Schmidt and Jörg                             
Schönert describe several intrinsic elements, such as key terms, categories and concepts in                         
relation to narratology. This chapter will showcase their explications on these terms, which                         
will in turn, be used for categorising and describing different elements and structures                         
relevant to TrueDetective.     
Narratology is a concept within the field of narrative analysis which covers a wide array of                               
functions. While it is not sufficient to claim the title of ​Theory of Narrative, ​it is certainly ​a                                   
theory which can adequately fulfill its purpose(Meister, et.al, p. 329). It is essentially a form of                               
narrative representation, wherein all kinds of narrative can be scrutinised(Ibid. 331).   
Since we are using the television series, True Detective as our text, it can be established that                                 
the primary mode of mediation is through an audio­visual agency. Therefore, the primary                         
focus of the narratological analysis and interpretation will mainly be addressed towards the                         
audio­visual text, what it conveys and how. Through this course of action, a more in­depth                             
analysis of the two main characters in the series will become achievable, while the                           
narratological inquiry will attempt to unveil key elements within the creation of the narrative.   
Definition of "author" 
The term "author" can be defined in different ways, each regarding its own context. In the                               
context of a literary text, or in our case a multimedia text, an author can be perceived as the                                     
person who has envisaged the intellectual concept(imagery, script, atmosphere or other) of                       
the television program and has supervised its production(Schönert, et.al, p. 1).  
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 Author as a social role 
Since we are analysing True Detective as a text mediated through the form of a television                               
series, the aspect of it's author includes certain considerations like "legal implications                       
regarding a claim to intellectual property(copyright) or the author’s legal responsibility for the                         
effects of his work"(Ibid.) . Apropos our analysis of the text in question, Nic Pizzolatto can be                                 
argued to be the author of the intellectual work "True Detective", since he is the intellectual                               
creator of True Detective and has supervised its production. It can also be argued, that Nic                               
Pizzolatto is held responsible for the communicative intentions of True Detective and the                         
form of it's narratively organised work since he is has contrived the narrative of True                             
Detective(Ibid. 2). 
Authorship and the reception of work 
The quality of authorship can be conceptualised, as an intellectual creation ascribed to a                           
variety of culturally diverging author compositions, which can be intertwined with the                       
self­reflection and representation of one's skepticism and certainty (Schönert, et.al, p. 2).                       
Also, this quality supports the idea, that although True Detective could be argued to be a                               
product composed of several different sources conceived by a number of various authors and                           
writers, only Pizzolatto is able to claim authorship over it . As Wetzel mentioned in his work                                 
“Authorship is now often conceived of as arrangement, montage, bricolage and remix”                       
(Schönert, et.al, p. 8). 
Character Definition 
"Character is a text­ or a media­based figure in a storyworld, usually human or human­like"                             
(Jannidis, et.al, p. 14). The term "character" is generally used in fictional stories in various                             
media, as opposed to persons in real life situations(Jannidis, et.al, p. 14). In True Detective, it                               
can be argued, that the plot revolves around these two main characters: 
Rustin “Rust” Cohle  
Matthew McConaughey’s lead character: Rustin "Rust" Cohle is portrayed as a haunted and                         
distanced albeit skilled detective from Texas. Born in South Texas his parents were since                           
divorced and Rust was brought up in Alaska by his father Travis Cohle. “He was in Nam’, met                                   
my mother on leave in Galliston. By the time he got back i was two, she dumped me on him                                       
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 and she hauled ass and he and I moved to Alaska. He was a survivalist i guess you’d call it..                                       
Had some really fuckin’ strange ideas..”(Who Goes There, 32:44). Rust became a police                         
detective in his 20's and at some point (which is never mentioned in the tv­series) he got                                 
married to Claire Cohle, with whom he had a daughter, Sophia Cohle. Sophia, who was 2                               
years old at the time, was involved in a car accident which she did not survive. Consequently,                                 
after Sophia's death, Rust and Claire's marriage disintegrated rapidly and lead to their                         
divorce. This turn of events naturally influenced and derailed Rust, eventually causing him to                           
act out of order, committing murder:  
"Afterwards, Claire and I turned on each other, you know..we..we, resented each other being                           
alive, you know. I transferred from robbery to narco, started hittin’ it, you know, 24/7...street                             
rips, knockin’ down doors, within three months i was rippin’ of carriers or ending up in the                                 
Ramada Inn with a couple of fuckin’ eight­balls...oh yeah...Somewhere there Claire left and                         
uh..somewhere in there I emptied a nine into a crank­head for injecting his infant daughterwith                               
crystal. Said he was trying to purify her”(Seeing Things 36:28). 
In order to obviate a sentence to prison, Rust arranged with his superiors to become an                               
undercover narcotics detective. Rust went on to serve twice the allowed time deeply                         
undercover (4 years instead of 2), where he also became addicted to narcotics and: "in                             
February 93’ I killed three cartel men at the port of Houston...I took three 25s’ in the side and                                     
ended up in North Shore, Psychiatric Hospital in Lubbock Texas"(Seeing Things, 37:49). After                         
his recovery from the mental hospital in Lubbock, Texas and his rejection of a full pension he                                 
requests and gets granted a transfer to the Louisiana Homicide Department. 
It is here where the tv­series takes of from and where the story of True Detective begins to                                   
unfold, with Marty being interviewed by detectives Maynard Gilbough(Michael Potts) and                     
Thomas Papania(Tory Kittles), while sitting in front of a camcorder. 
 
On Martin “Marty” Hart  
When Rust arrives to Louisiana as a homicide detective, he is assigned as partner to Martin                               
“Marty” Hart. Marty sees himself as a proud, self­serving, Louisiana family man, who tellingly                           
describes himself to Papania and Gilbough as a: “regular type dude ... with a big ass dick”(The                                 
Long Bright Dark, 8:00). Marty seemingly believes himself to be a reasonable guy with good                             
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 relations at work and control of his private life ­ with his wife Maggie and two daughters, but                                   
despite his own self­image Marty has distinct problems with managing his emotions, his                         
marriage as well as the brutal case that he reluctantly delves into. As much as Marty                               
expresses his need of a stable family life, he rarely tends to the matters at home, or to his                                     
wife’s well­being. Little by little his marriage falls to pieces and all the while Marty refuses to                                 
recognise his own fault. We can first observe his infidelity and the down spiral of his life in                                   
1995 when he starts seeing a younger woman(Seeing Things, 14:36) apparently not                       
considering the consequences this might have and justifying it in his interview as  
“You miss some things on the job, you know what i mean. You gotta decompress before you                                 
can...go being a familyman.What you get into,working...you can’t have the kids around that. So                                 
uh, sometimes you gotta gets your head right”(Seeing things, 14:12)​.  
It is 1995 when Marty is teamed up with Cohle and after three months of partnership, they                                 
are thrown on the Dora Lange case. As he is far from understanding Rust’s methods and bleak                                 
outlook, Marty becomes rather estranged to his partner from early on, as we witness during                             
their first dialogue alone in the car. Here Rust confesses to his bleak outlook on life which                                 
disturbs Marty and causes him to cut the conversation short with a ‘no talk zone’: “I got an                                   
idea. Let’s make the car a place of silent reflection from now on. Okay?”(The Long Bright                               
Dark, 17:52). Throughout the series Marty is often shown to be passionate ­ feeling disgust,                             
disbelief or anger. Whereas Rust stays cool and engaged, Marty tends to react swiftly in the                               
various situations that they find themselves in. Although, they are presented as co­stars in                           
the series, only on rare occasions does Marty actually command the outcome of the                           
investigations. For while Marty would presume conventional police procedure to capture the                       
culprit, Rust employs, for the most part, his detective knowledge and intuition. It is                           
predominantly through Rust’s connections from his earlier years as an undercover narcotics                       
detective and his deep understanding of criminal behaviour that Marty and Rust progress in                           
the case.  
 
Forms of Knowledge and Characterization 
In order to conduct a narratological analysis of any character, one must first determine the                             
distinctive forms of knowledge which are requisite(Jannidis, et.al, p. 14).                   
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 The basic type of knowledge contributes a fundamental understanding for those entities                       
which are gazed upon as sentient beings(Ibid.). In the case of True Detective, that would                             
entail the establishment of characters like detectives Marty Hart and Rust Cohle.                       
The second form of knowledge can be said to be the one which establishes character patterns                               
(stereotypes) like the ​hard­boiled detective​(Rust Cohle)(Ibid.). The last form is encyclopedic                     
knowledge of human beings underlying inferences which contribute to the process of                       
characterization, i.e. a store of information ranging from everyday knowledge to                     
genre­specific competence(Ibid.). In True Detective, the encyclopedic form would entail the                     
establishment of location, physical appearance and atmosphere. Namely, True Detective                   
relies greatly on "inferences based on information which is not associated with the character                           
by the text itself but through reference to historically and culturally variable real­world                         
conventions"(Ibid. 22). That can be supported by many ways throughout the series, through                         
quotes such as: "This place is like somebody's memory of a town, and the memory is fading.                                 
It's like there was never anything here but jungle"(The Long Bright Dark, 28:58), which                           
attempts to convey a certain feeling or atmosphere of evanescence, without it having                         
necessarily something to do with the character himself.  
These forms of knowledge, when added together, create in the mind of the reader/viewer a                             
sense of identification with the character. The establishment of the fictional character in a                           
certain fictional context, inaugurates the start of the identification or recognition process.                       
Besides providing a feeling of empathy for the character, identification can also convey the                           
fact that the specified character has already been introduced in the text(Jannidis, et.al, p.21).                           
What prolongs this process, is the "stereotypization" and the introduction of the character’s                         
specific traits. This is, in essence, the depiction of the characters' identity, as elaborated on                             
below, including feelings, past events and experiences, and views about societal/moral                     
concerns. For example, Rust's philosophical/societal belief can be captured through here:​"It's                       
all one ghetto man, giant gutter in outer space"​(The Long Bright Dark, 14:27) or here:  
"I'd consider myself a realist, alright? But in philosophical terms I'm what's called a pessimist... I                               
think human consciousness is a tragic misstep in evolution. We became too self­aware [...] I think                               
the honorable thing for our species to do is to deny our programming. Stop reproducing, walk                               
hand in hand into extinction ­ one last midnight, brothers and sisters opting out of a raw deal."                                   
(The Long Bright Dark, 15:44)     
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 Already here one can try to understand and begin to relate to Rust. Firstly, the combination                               
of Marty's descriptions of Rust as aloof, problematic, smart and strange, together with Rust's                           
viewpoints about the state of the world, successfully transfers Rusts perspective to the                         
reader/viewer(Jannidis, et.al, p. 15). Secondly, through Rust's emotional manifestation of                   
both explicit and implicit emotional expression during the series, the reader/viewer becomes                       
more emotionally predisposed towards Rust(Ibid. 15). This identification process is the main                       
result of character characterization. 
Notion of Space in True Detective  
The understanding of the idea of​space in fiction can vary considerably. A common position is                               
the distinction between the words ​space ​and ​place​. Place most commonly refers to a certain                             
physical, “real­world”, geographical location while space is generally conceived as a certain                       
aspect of the world closely associated with time. Oxford Dictionary defines space as “The                           
dimensions of height, depth, and width within which all things exist and move”(“Space”). One                           
could argue that the plot of True Detective makes extensive use of the concept, through the                               
utilisation of various forms of stylisation.  
Now in order to carefully scrutinize the use of ​space in True Detective, we have to first                                 
understand some techniques and key aspects which contribute toward narrative                   
organisation. Since True Detective is mediated through television, it’s spatial extension, in a                         
material sense, is two­dimensional(Ryan, et. al, p. 421). That is, we can only observe each                             
episode horizontally and vertically. An important strategy employed to provide substance to                       
our observations, which is extensively used in True Detective, is​the map strategy. An array of                               
panoramic illustrations viewed from above, is utilised in order to organise the spatial                         
observations and information(Ibid. 427). This can be ascertained throughout various                   
occasions in the series, such as in: ​The Long Bright Dark, 14:09, 52:30​, ​Seeing Things, 6:07,                               
9:30 ​and a number of other instances. ​Cognitive mapping of narrative texts which allows the                             
reader/viewer to attribute symbolic meaning to various landmarks within the narrative world                       
could also be a part of the map strategy(Ibid. 428). The panoramic illustrations combined with                             
audio­effect in the background create the desired feeling of decadence, darkness and loss. 
With that said, it is also important to mention that True Detective relies heavily on the                               
expression of dualities. Spatial schemata are important to mention since they lay the                         
foreground for the establishment and formulation of dualities. It could also be argued that                           
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 spatial relations, which comprise a necessary medium of understanding reality, are results of                         
such spatial schemata(Ibid. 425). Spatial schemata can be defined as oppositional words like                         
darkness ­ light, good ­ bad, right ­ wrong, normal ­ abnormal,​which are extensively used and                                 
referred to in True Detective and can serve as distinct dualities. 
A narrative can also present horizontal and vertical partitions which could too be perceived as                             
dualities(Ibid. 429). Horizontal partitions are usually physical, geographical elements existing                   
in the narrative plot(rooms, forests, swamps, buildings). Vertical partitions, as depicted in                       
True Detective, invest in the narrative world supplementary laminations of “reality”(Ibid.).                     
The use of stories within the field of weird fiction such as “The King in Yellow” by Robert W.                                     
Chambers (1895) are susceptible of developing these laminations. Throughout the series we                       
are provided with dark, obscure notions of something metaphysical/supernatural always                   
present. These forms of duality can be argued to comprise “networks of analog and                           
oppositional relations perceived by the mind”(Ibid. 424). Following what Ryan states, these                       
formal/synchronic patterns can extend and assimilate other non­adjacent textual units(the                   
use of weird fiction novels and stories) and are therefore intrinsic for the perception of the                               
text(True Detective)(Ibid. 424­425). The process of creation of these synchronic patterns is                       
specified as spatial phenomena(Ibid. 425).         
Arguably, yet another component within the organisation of the narrative of True Detective is                           
the incorporation of “compositional devices like fragmentation, montage of disparate                   
elements and juxtaposition of parallel plot timelines”(Ibid. 424). Related to True Detective,                       
this spatial form can be defined as the creation and utilisation of flashbacks, as is done during                                 
Martys and Rusts individual interviews(1995, 2002, 2012), which could also be tagged as                         
spatial phenomena.  
Concepts of detective fiction ­ The Double, the Labyrinth and the Locked Room 
 
In an attempt to discern the underlying themes and concepts of True Detective as a                             
genre­piece, we ought to delve deeper into the forms of crime fiction and take a closer look                                 
at some of the notions within the genre. Ilana Shiloh (Ph.D. in American Literature) writes in                               
the introduction to her study ​Double, the Labyrinth and the Locked Room : Metaphors of                             
Paradox in Crime Fiction and Film, of a constituted “detective story paradigm” that writers,                           
authors and directors moves within(Shiloh, p. 2). She attempts to clarify the term by                           
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 specifying that even though several theorists make use of different terms and disagree along                           
the way, they tend to agree on the basic typology that there exists: 
 
“… a dichotomybetween “classic” detective fiction, initiated by theAmerican Edgar Allan Poe, but                               
taken up chiefly by British writers, such as Doyle and Christie, and the “hard boiled” American                               
variant …”(Shiloh, p. 3). 
 
Shiloh explains this distinction additionally with definitions from professor of literature, Carl                       
D. Malmgren: 
 
“Mystery, argues Malmgren (referring to classic detective fiction), takes place in a centered,                         
rational world, grounded in laws of cause and effect… This is not the case in detective fiction—                                   
Malmgren’s term for the American hard boiled variant. Here, the investigator’s dispassionate                       
deduction is replaced by the “hunch,” by the intuitive powers of the irrational self”(Shiloh, p. 3).  
 
When we have on one hand a rationally based world of stories with embedded causality, and                               
Malmgren’s description of “detective fiction” on the other, the latter surely applies best to                           
the intuitive “hunches” of Rustin Cohle who is seemingly always one step ahead of his                             
rationalising peers, spiralling into the grit and horror of Louisiana swamplands. Still these                         
definitions of genre are all of the past and True Detective is of the age of contemporary                                 
television. More recently the evolution and development of detective fiction have spawned                       
the term of “metaphysical detective stories”, that in Ilana Shiloh’s words both construct and                           
deconstruct the genre, building on the conventional detective story, but never providing the                         
release or solution of  the earlier, analytical works(Shiloh, p. 4).  
 
Having briefly covered these branches of detective stories Ilana Shiloh moves on to describe                           
the core of her study; three central concepts of great relevance for both detective stories and                               
to fiction on a larger scale. These concepts are those of ​the double​, ​the labyrinth ​and ​the                                 
locked room,​ which will be central in the forthcoming analysis of True Detective.  
 
The Double 
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 According to Ilana Shiloh the concept of the double is constituted by the existence of two                               
individuals closely resembling each other in appearance and/or mind. Practically this notion                       
has dictated both real and fictional detective work through the times, subtly demanding the                           
reasoner to identify with his opponent(Shiloh, p. 5). To identify with another intellect, there                           
must exist an inherent difference between the two and Shiloh states that to succeed in the                               
investigation the detective must project himself, in an imaginative leap, onto the criminal                         
mind. This causes the inherent difference between investigator and perpetrator to be                       
gradually diminished (Ibid.). Thus the concept of the double paradoxically incorporates both                       
sameness and separateness.  
 
Shiloh believes that the notion of the double can be traced far back in human history, folklore                                 
and mythology. She goes on to explain this and mentions, among other things: the infatuation                             
with twins as of special significance, the Babylonian prince Gilgamesh and his double of stone                             
and shadows as well as material items representing the double, as in Oscar Wilde’s ​The                             
Picture of Dorian Grey ​as a replica of the protagonist, threatening his humanity(Shiloh, p.                           
28­31). It is suggested by Shiloh that the: “(...) ​literary and mythical manifestations of                           
doubling undermine the notion of identity in a twofold sense. They problematize the                         
uniqueness of each individual as well as the distinctiveness of the human species”(Shiloh, p.                           
31).  
In modern times the workings of the double have been explored and utilized in                           
psychoanalytic work by C.G. Jung and Sigmund Freud. Ilana Shiloh points out that the notion                             
of the hostile double is echoed in Jung’s concept of the shadow:  
 
“The shadow, as described by Jung, is “that hidden, repressed, for the most part inferior and                               
guilt­laden personality whose ultimate ramifications reach back into the realm of our animal                         
ancestors”’(Shiloh, p. 32).  
 
Stating that the concept of the double has earlier been used to point out dichotomies and                               
and separateness in for example romantic literature and psychoanalysis of the 19th century,                         
then it’s modern use can be attributed to that of the hard­boiled detective story. Shiloh                             
argues that the hard­boiled writers: “convert the theme of metaphysical dualism into that of                           
social duplicity; they depict a society in which the representatives of the law are as deceitful                               
and corrupt as the people they are appointed to apprehend”(Shiloh, p. 34), thereby alluding                           
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 to the departure from that metaphysical dualism which rules the analytic detective story of                           
earlier times(Ibid.) 
 
“Elements of doubling are no longer used to convey meaningful dichotomies, such as those                           
between normalcy and deviance, or between representation and reality. They are rather                       
employed in order to suggest ambiguity, duplicity and the conflation of ethical                       
distinctions”(Shiloh, p. 35). 
 
The Labyrinth 
 
The labyrinth is a trope widely used in the detective genre. The concept presumes a double                               
perception, between those trapped inside the labyrinth, scared and disoriented, and those                       
who view it from the outside able to appreciate its order and symmetry, thus the labyrinth                               
symbolizes both: “order and chaos, clarity and confusion, unity (a single structure) and                         
multiplicity (many paths)”(Shiloh, p. 6).  
 
According to Shiloh ​the paradigm of the maze pertains to a presumed dualism in detective                             
fiction, between the chaos of investigation and clues, and the existence of perfect order                           
under the stirred surface(Ibid.). However this specific analysis alludes to the workings of the                           
analytic detective fiction and there are several ways to approach the concept of the labyrinth.  
The labyrinth as portrayed in Antiquity is a unicursal one which follows a single path leading                               
to its center. Ilana Shiloh asks the appropriate question: Why then did Daedalus and Grecian                             
youths lose their way on this seemingly simple path?(Shiloh, p. 89). 
 
To determine the ramifications of the labyrinth in metaphor, Shiloh delves into its typology                           
determining the differences between the unicursal and multicursal maze(Shiloh, p. 92). She                       
points out that the labyrinth is usually visualized as multicursal, as a series of forked paths:                               
“The direction of movement in such a maze shifts constantly, according to the directions of                             
the paths and the decisions of the maze­walkers”(Ibid.), leaving the maze­walker frustrated                       
and bewildered ­ this is a dangerous labyrinth, representing eternal imprisonment. Another                       
type of labyrinth is of course the unicursal variation, that leads it’s explorer along a single                               
path into its center and takes only the turns that are already constructed(Ibid.). Contrary to                             
the many­branched variant, the unicursal labyrinth does not allow the maze­walker a free                         
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 choice, rather they must walk the intended path ­ his only choice being whether to enter or                                 
not. Ilana Shiloh writes: “Although deceptively simple, the unicursal model is even more                         
sinister than the multicursal type, for it deprives the individual of freedom of choice”(Shiloh,                           
p. 92).  
 
Shiloh describes how labyrinths are inherently of a double perspective, between those                       
trapped inside, terrified and with restricted vision, and those who stand outside admiring the                           
sophisticated structure(Shiloh, p. 93). “What you see depends on where you are. ”(Ibid.). We                           
assume that each labyrinth has a center, but Shiloh argues that the maze­walker, the one                             
inside the labyrinth, might not be aware of it’s existence and might not survive on their way                                 
there(Ibid.). Also: “reaching the center is not always to be desired (in case it contains a lurking                                 
Minotaur), and once the center is reached, the maze walker may never find his way back                               
again”(Ibid.). Which leads us to the notion that the labyrinth can function as a locked room,                               
as Shiloh puts is the labyrinth is not objectively a closed structure, but it can certainly appear                                 
so to a terrified maze­walker. The maze can seem both inextricable and impenetrable at the                             
same time if lost within(Ibid.). Even though the labyrinths of Antiquity held focus on their                             
center, there is a movement toward a different perception, one that correlates with the                           
experience of the maze­walker:  
 
“In contemporary mazes, the terror of theMinotaur is replaced by the terror of the void. Derrida                                 
eloquently articulates the anxiety inspired by a structure without a center, a teleological                         
construct without a ​telos​”(Shiloh, p. 94).  
 
This metaphysical side of the labyrinth is tied with its use in postmodern fiction. It has                               
transitioned from being associated with the dichotomy between order and chaos, as in classic                           
detective fiction, to having become synonymous with the non­solution and the void in its                           
postmodern variant. 
 
The Locked Room  
 
First associated with history’s first acknowledged detective story; Edgar Allen Poe’s short                       
story ​The Murders in the Rue Morgue, ​the locked room was originally used to symbolize                             
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 reason’s victory over the mystery, the hidden. It has since turned to signify it’s opposite; the                               
impossibility of rational solutions(Shiloh, p. 6).  
In Poe’s story, a woman and her daughter is found murdered in a seemingly hermetically                             
sealed room, doors locked from the inside and so on. This requires a distinct change of                               
detective work ­ the question ceases to be ‘who did it?’ rather it becomes ‘how was it done?’                                   
Poe’s detective, Dupin solves the case with via his superior reasoning and the locked room                             
came to be a metaphor for analytical deduction. Since then the locked room has come to                               
signify misleading appearances. The apparent mystery, paired with its hidden solution to the                         
locked room, goes hand in hand with another ambiguous construct, the labyrinth, with its                           
supposed disorientation and chaos, hiding the order of things(Shiloh, p. 151­152).  
 
Shiloh suggests that the the locked room and the labyrinth share formal similarities, lead on                             
by the notion of enclosure and entrapment: “Poe suggests this similarity through the word                           
“clew,” which originally signified a ball of yarn such as the one used by Theseus in the Cretan                                   
labyrinth”(Shiloh, p. 152). The word clew is used twice in the detective story, and relates to                               
the modern word ‘clue’. One notable difference in the structural notions of room and                           
labyrinth is that from the outside a labyrinth is open, whereas the locked room is not.                               
However this leads us surprisingly to a similarity between the paradigms. The accessibility or                           
inaccessibility of both constructs reside in subjective perception: “Their impenetrability                   
resides in the eye of the beholder”(Ibid.). Detective fiction itself can serve as a metaphor for a                                 
locked room, it constitutes a fictional world, that does not spill into real life. It is the: “most                                   
salient architectural property of a locked room ­ enclosure and self­containment”(Shiloh, p.                       
153), that can lead us on to another equally important characteristic of the locked room, that                               
is the notion of self­reflexivity. Shiloh argues that self­reflexivity is inherent to the detective                           
genre and has been practised since its conception with ​The Murders in the Rue Morgue​,                             
namely when Dupin analyses the analytical powers and goes on to demonstrate its use.                           
According to Shiloh, the story both demonstrates the thesis of the detective, and discusses                           
this demonstration in an inherently circular fashion(Shiloh, p. 154). Thus the locked room                         
serves as a metaphor for the internal self­reflexivity in detective fiction, the narrative turned                           
upon itself in a constant interpretative loop. Shiloh paraphrases Carl D. Malmgren’s​Anatomy                         
of Murder​, explaining the ways in which the detective can be seen as a reader of signs, similar                                   
to the actual reader: 
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 “Malmgren elaborates his analogy between reading and detection by arguing that every                       
detective story contains a characterwhodecodes signs and therefore acts as an interpreter and a                               
reader. Like the reader, the detective comes after the text has been composed, by witnesses,                             
clues, collected evidence, butmostly by themurderer. The detective is never happywith the text,                               
which presents only the surface structure; he or she must read it to the deep structure, the true                                   
story underlying the misleading surface events(Shiloh, p. 155­156).  
 
When viewed in this way, the detective mirrors the reader and the text or mystery subtly                               
alludes to the notion of both locked room and labyrinth in the way that there is a more                                   
intricate structure or plot to uncover ­ just as the reader must finish their text before an                                 
answer is provided, if ever. 
 
 
Analysis 
 
As stated in the introduction, True Detective is a series seeped in reference and themes from                               
weird fiction and gothic horror, to hard­boiled detective stories and philosophical musings.                       
When examining a piece of fiction with many implications, one must choose an approach to                             
narrow down the analytical field and attempt to make sense of this. In the following analysis,                               
we shall attempt to bring together the concepts of the labyrinth, the double and the locked                               
room, as laid out by Ilana Shiloh, as well as the narratological concepts of characterization                             
and space, with the narrative of True Detective, to display some of the deeper themes and                               
notions that permeate this eerie piece of fiction.  
 
Rust Cohle arguably serves as the main protagonist of the series, we know some of his                               
backstory and yet we know almost nothing of Marty, also throughout most of the 2012                             
interviews, Marty is asked only to tell about Rust, whom Papania and Gilbough suspect of                             
having derailed the 1995 investigations to rid himself of blame. The very first lines of the                               
series first episode are spoken by Marty during his interview, he is not asked about himself or                                 
the case, rather they ask about Rust, to which Marty reply: “Well you don’t pick your parents                                 
and you don’t pick your partner”(The Long Bright Dark, 2:19). A significant trait to Rust is his                                 
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 bleak outlook and apparent darkness, continuously stating resentment for his fellow man and                         
existence in general and these traits presumably lead the 2012 detectives to question Rust’s                           
innocence. Still he apparently lives on to witness this world and its inhabitants, even                           
sacrificing his own existence for others, undercover and later as homicide detective. When                         
confronted by Marty in 1995, on his thoughts about them being good or bad men, Rust                               
replies: “​No. I don't wonder, Marty. World needs bad men. We keep the other bad men from                                 
the door”(The Locked Room, 47:59). Even though Rust’s mind and intuition seemed crucial                         
for the cracking of the 1995 case, he ends up being suspect in the greater scheme, even                                 
Marty doubts his good intentions when they meet up for the first time in ten years after their                                   
falling out in 2002. Having been told about the suspicions against his former partner, Marty                             
checks his gun as he follows Rust down the road. In the last shot of the episode we get a fixed                                         
view of Rust’s broken tail light and his face in the side­view mirror(Haunted Houses, 54:30).                             
This view is an exemplary image of Rust’s broken character as he generally appears in 2012.                               
This side of him causes Marty to fear what he might do and where he might lead him ­ at this                                         
point Rust seems alienated to both Marty and the viewer, an alienation that is reconciled                             
when we learn how Rust has been working to finish the case, which was not over in 1995.  
 
One could argue that what Rust is doing throughout the investigations, consciously or not, is                             
engaging in doubling with the perpetrator, identifying with Errol Childress’ methods, or at                         
least his darkness and embracing the strange, impenetrable atmosphere of the South. This                         
becomes somewhat more apparent when the crime­scene at the tree in Erath is first                           
examined. Rust spirals in around the tree and kneels down close to the victim as starts to                                 
sketch. Marty however is more reluctant and takes photographs from a distance(The Long                         
Bright Dark, 5:25). More so, it only takes Rust a short while to make the imaginative leap to                                   
try and understand the murderer’s, or the double’s intentions: “This idea goes way back with                             
him”(The Long Bright Dark, 11:12). We get to learn very little of murderer Errol Childress, but                               
what we do know, is that he believes in circular time, an idea that Reggie Ledoux, the initial                                   
culprit from 1995, whom Marty shoots dead, introduce back then: “You’re in Carcosa now,                           
with me. He sees you. You’ll do this again. Time is a flat circle”(The Secret Fate of All Life,                                     
16:00). During the 2012 interview, Rust puts forth musings that are profoundly similar ­                           
another indicator that the separateness from the Yellow King cultists and especially Errol,                         
slowly turns to sameness:  
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 “Nothing changes. So death created time to grow the things that it would kill... and you are                                 
reborn but into the same life that you've always been born into. I mean, how many times have                                   
we had this conversation, detectives?”(Ibid. 40:40 ) 
 
In the last episode it is shown how Errol Childress believes in ascending from this non­linear                               
time: “My ascension removes me from the disc and the loop. I’m near final stage. Some                               
mornings I can see the infernal plane”(Form and Void, 3:56). The essential difference that still                             
separates him from Rust is that where Errol seeks to ascend/gain some sort of power, Rust is                                 
seemingly dedicated to solving this case, to reach the center of the mystery, the core of this                                 
labyrinth.  
 
Arguably Rust descends into this gloomy maze long before he encounters the Dora Lange                           
case, but when he is faced with the ritualistic murder i Erath, something stirs in him. First he                                   
vocalizes this in relation to Marty’s obliviousness, inviting him to dinner on the same day,                             
which also happens to be the birthday of his deceased daughter:​“I’m feeling a lot of stuff hit                                   
me at this time… My daughters birthday, this dead woman”(The Long Bright Dark, 20:51).                           
Maybe even more importantly, he is introduced to the spiralling symbol on the back of Dora                               
Lange, a symbol of recurrence all through the series. It is seen on children’s drawings, tattoos                               
and even as a bird­flock out in the swamplands as Rust and Marty discover an important clue.                                 
Marty for one does not seem to understand these undercurrents of the case and usually                             
dismiss any strange notions as nothing but rural ramblings, also he is very much thrown of by                                 
Rust’s metaphysical and philosophical contemplations to which he e.g. replies: ​“​Stop saying                       
shit like that. It's unprofessional”(Ibid: 28:46 ). Marty’s inherent reluctance to deal with these                           
matters and his myopic view on Rust’s considerations adhere well to the notion of confusion                             
and disorientation in the labyrinth ­ Marty can be seen as the oblivious maze­walker, with no                               
understanding of the greater structure. Rust however, in effect of his descent into darkness,                           
or at least his sameness with the hidden cultists causes him to see the picture much clearer ­                                   
he is not outside the labyrinth, gazing at it’s perfection, but he understands that something                             
larger than a single murder is at hand, and at every step of the way he is faced with the                                       
corruption and despair of the deep south: ​“I get a bad taste in my mouth out here...                                 
aluminum... ash... like you can smell the psychosphere”(The Long Bright Dark, 16:58). This                         
hunch, the unexplainable sense of direction ​is what eventually leads him to the center.  
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 The spiral that occurs throughout the series can be seen to symbolize the unicursal labyrinth,                             
in which the maze­walkers have only one path to follow the will is whether to walk the path                                   
or not. Rust does not cease his work to uncover the hidden elements, even though Marty lays                                 
off the case after 1995, he is simply too determined. Drawn from Ilana Shiloh’s view on the                                 
labyrinth, the narrative of True Detective and the fate of it’s detectives might also be seen as                                 
contained in the concept of the locked room. Rust’s determination to delve into the murky                             
depths of the case, to spiral into what the cultists call Carcosa, can easily be interpreted as an                                   
act of self­containment, the atmosphere of the swamplands is a tight enclosure or maybe                           
circle, in which Rust is inevitably stuck. In the terms of narrative space, these structures (such                               
as the metaphysical labyrinth, or even the spatial, circular time) that exist outside the                           
horizontal narrative would be describe as vertical partitions, relating not to the physical story,                           
but to the hunches and hallucinations of Rust Cohle, as well as the grim visions of cultists,                                 
predominantly Errol Childress. 
 
One might argue that inside this metaphysical enclosure, the spiralling labyrinth turned                       
locked room, Rust takes charge of the investigations and he does this because he is able to                                 
read these underlying signs that exist outside the physical space. These signs are somewhat                           
more apparent to the viewer, or ‘reader’ of the series in its whole, for they are exposed to the                                     
depth of the narrative early on, and to the implications that Rust’s intuition have on the                               
case’s progress. Focusing on Rust’s capability of ‘reading’ the clues laid out in not only the                               
physical space, evokes the self­reflexivity of the text. True Detective unfolds its deeper                         
narrative structures with Rust at the helm, guiding the viewer into the grit and the dark, so                                 
that we might identify with his path through the maze, and thus the overall direction of the                                 
narrative. It stands out, that when Rust voices his belief in strange notions of circular space, it                                 
becomes an in­narrative reality, for when they close in on very heart of darkness, Rust                             
remarks a peculiar taste, something he experienced at the onset of the case, which they have                               
apparently circled right back to​: “That taste … Aluminum, ash. I tasted it before“(Form and                             
Void, 23:36). 
 
The question left unanswered is whether Rust leads Marty, himself and the viewer into the                             
beast’s lair out of mere self­destructive tendencies, or in search of some sort of redemption? 
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 Conclusion 
 
In conclusion, the posed question of this report sought to determine how the three consistent                             
literary concepts of the double, the labyrinth and the locked room would adhere to a                             
contemporary detective­narrative and how the selected narratological terms could help to                     
explain deeper notions of the True Detective series. 
As we have found in the analysis, the narrative potentially incorporates all three literary                           
concepts as described by Shiloh. In the analytical work we focused especially on the character                             
Rust Cohle and managed to argue how the concepts adhere well to his and Martin Harts                               
descent into the dark swamplands. The narratological notion of characterization provided an                       
analytical approach to the identification with characters, and while this process explain to                         
some degree how we become attached to characters, it is debatable how far into                           
unempathetic, deranged territory a character like Rust could fall before losing the viewer’s                         
sympathy. Because Rust is evidently a broken man, arguably ‘​doubling​’ with Errol Childress                         
through the narrative, as their understanding of the metaphysical align. It is in the analysis of                               
this metaphysical side of the series, that the notion of space, or rather vertical and horizontal                               
partitions, as described in narratology, comes into play, as Rust seems to willingly embrace                           
his strong intuition(visions?) and maybe even sameness with the antagonists, most of which                         
exist outside the physical world. Themes of metaphysicality resonated strongly in the spatial                         
structures that both Rust and Marty arguably enters, when they walk into this ​labyrinthian                           
case and the chaos that surrounds it, and especially Rust finds himself enclosed, or                           
conceivably self­contained in a structure much like​the locked room​. What order exists around                           
it we do not know, the series makes a point of the monster at the end of the tunnel, in the                                         
middle of the maze ­ and that he can be killed, no matter the number of infernal realms he                                     
might summon.  
This report has served to show that, as contemporary as it is, True Detective still adheres to                                 
old and even ancient tropes of fiction, which come to life in a variety of ways, all of which we                                       
cannot possibly cover in one paper.  
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